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resumo 
 
 
Psicogeografia, é um conceito cunhado por Guy Debord, fundador do grupo de 
artistas avant-garde Situationniste Internationale (SI). O termo cunhado em 
1957 serviu para definir aquilo que era apelidado de deriva, o modo de 
processar no qual o grupo SI definiu ser uma técnica rápida de passagem 
entre vários ambientes. 
Nesta dissertação, a autora apresenta uma síntese do conceito desde a sua 
origem até ao seu uso na arte contemporânea e expõe a sua própria 
apropriação da metodologia e das suas características próprias de jogo para 
explorar a realidade e apresentar as suas descobertas artísticas. 
 
 
 
  
v 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
  
keywords 
 
psychogeography, situationist, game, dérive. 
abstract 
 
Psychogeography is a concept coined by Guy Debord, founder of Situationniste 
Internationale (SI), a group of avant-garde artists formed in 1957. It came up as 
a term for the so called dérive, the research process in which SI defined as "a 
mode of experimental behavior linked to the conditions of urban society: a 
technique of rapid passage through varied ambiances".  
 In this dissertation, the author presents a synthesis of the concept from its 
origin to contemporary art and uses the game-like psychogeographical 
methodology to explore the reality and present her discoveries in a series of art 
projects. 
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1.Introduction 
Psychogeography can be understood as an avant-garde movement, 
a way of experimentation over the quotidian, a political attitude, 
or simply an alternative way of exploring urbanism. However, it 
always aims to question the norm and order of everyday life and 
awareness, altering the perception conformed to normality. In this 
sense, it can be understood as an artistic approach to overcome 
the inherently embodied and artificial routines of ordinary life 
into a more aesthetic way of being in a city (or in one locale in 
general). 
1.1 Motivation 
The initial inspiration of the dissertation project is from 
reading.  
Reading Guy Debord is an accidental occurrence but remarkable. 
The first thing I read from him is Theory of the Dérive. I knew 
every word of the four-page English translation but could not 
understand the idea of the short article. I still remember, I 
reread it for 3 times and trying to grasp what does it means. The 
freshness of the idea enchanted me, especially the experiment Guy 
Debord mentioned which was undertaken by a friend of his that 
intends “just wandered through the Harz region of Germany while 
blindly following the directions of a map of London.” I, 
personally, never thought of this, nor heard of this. It sounded 
so stupid or even absurd at first, but you can’t deny its 
freshness. 
Then I read more writings from Guy Debord, his publications 
during Situationist International or Pre-situationist time 
including the best-known book of his, The Society of the Spectacle 
(1967) and tried to connect his opinions on the societies 
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dominated by Capitalism to his practices. These further reading 
offered me a context of his experiments. When we put his practices 
in the context, they don't appear absurd that much.  
And as far as I know about myself, I probably am a person 
born with spirit of rebel. So it is not strange that I got 
attracted by the ideas, and ambitions of Guy Debord, how he wanted 
to break the narrowness of lives prisoned by the capital societies, 
and his practices. How he destroyed his health by over drinking is 
such a pity but, at the same time, with some beauty in it.  
1.2 Justification 
Psychogeography aims to surpass the routine or everyday life. 
It welcomes the easy-to-be-ignored part and proposes possible 
encounters and new excitement out of it. It is a practice of 
seeing and experiencing new visual pleasures out of the ordinary 
horizon.  
When you apply psychogeographical techniques to explore your 
environment, you’re supposed to look around with eyes open - 
seeing layers of information in otherwise dullsville surroundings. 
You’re making up stories for yourself, and you’re thinking by the 
action of the body and sight. This process has potential of 
becoming an effective way to feel and understand the external 
world in a new way, more connected to the interior self. 
1.3 Objective  
Every day, millions of urban people wake up, get dressed, eat 
breakfast and go across the city to work or school, or 
appointments, etc. From one point to another (and another, and 
another) seems one of the features of urban living — the 
interconnected series of sidewalks and pathways that unite a city 
and lives of an urbanite. 
The dissertation is to explore the extent of emotional 
(dis)connection to the context and space that constitute our daily 
lives. 
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2 Theoretical framework  
2.1 What we talk about when we talk about 
psychogeography? 
Psychogeography, as a term, was born in 1955. Guy Debord 
coined and defined it as “(…) the study of the precise laws and 
specific effects of the geographical environment, consciously 
organized or not, on the emotions and behaviour of individuals.” 
Combined the practices of Guy Debord, we can say this is a concept 
strongly related to walking, seeing and experiencing the 
surroundings. 
However, the psychogeogrphy-like activities appeared in 
literature much earlier than the term “psychogeography” was 
invented. 
2.2 Mapping Psychogeography 
As aforementioned, psychogeography is a concept coined by Guy 
Debord, founder of Situationniste Internationale (SI), a group of 
avant-garde artists that created in 1957. 
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Figure 1 - Founders of the Situationist International at Cosio d'Arroscia, Italy, 
April 1957. From left to right: Guiseppe Pinot Gallizio, Piero Simondo, Elena 
Verrone, Michele Bernstein, Guy Debord, Asger Jorn, and Walter Olmo. 
 
The members of SI used this concept as they struggle and 
desire a life free from the conditioning of the capitalist system, 
which they used as inspiration for their political and artistic 
undertakings. (Walsh, 2013) 
The most influential manifesto of ideas of SI was written in 
1967 by Guy Debord in the seminal book La Société du spectacle 
(Society of the spectacle). The main statement was that mass media 
and advertising create an artificial reality – defined by Debord 
as spectacle, in which true everyday existence is alienated. As a 
way of reacting to this media dominance over society, the 
situationists developed methods for experimentation over the 
stationary everyday reality, the most notable being 
psychogeography that Debord defined in Introduction to a Critique 
of Urban Geography as “(…)the study of the specific effects of the 
geographical environment, consciously organized or not, on the 
emotions and behaviour of individuals.” (Debord, 1955) 
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Figure 2 – 1983 edition of The Society of Spectacle 
 
Debord, offered inventive methods to explore cities, which 
aimed to assist pedestrians in escaping or diverging from their 
predictable and “predefined” trajectory. The ideal outcome was 
that citizens would become more aware of their overlooked urban 
surroundings and could begin to see new other possibilities of 
experiencing everyday life in the city – in a more aesthetic 
conscious way. 
Perhaps Debord’s most notable notion within psychogeography 
was the concept of dérive (the drift), defined by him as “(…)a 
technique of rapid passage through varied ambiances”,(Debord, 1956) 
which was an unplanned walk through the urban landscape, which was 
navigated by the individual’s emotional reaction to the 
surrounding cityscape. It was a method of wandering, in which the 
subject trajectory was determined by the city’s psychogeographical 
mapping. (Walsh, 2013) 
Situationists used maps in unconventional ways, making 
graphic changes or altering their logic in order to instigate 
unusual and unpredictable trajectories. In 1957, Debord himself 
produced a map under the title The Naked City. The plan of Paris 
was cut up and divided into 19 sections that are randomly placed 
back together. The users of this map could choose and select their 
own route through the city by using a series of arrows that link 
together different parts of the city. Other experiments with maps 
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were made, including one undertaken by a friend of Debord that 
intends “just wandered through the Harz region of Germany while 
blindly following the directions of a map of London.” (Debord, 
1955) 
The situationists encompassed other intellectual devices into 
their walks. For example, when they maneuver within the landscape, 
in order to be aware of how their surroundings could be used to 
draw themselves toward the past. (Walsh, 2013)  
 
Figure 3 – Guy Debord, The Naked City, 1957 
 
Psychogeography could be part of the foundation to stimulate 
this “social organism as a work of art” that Beuys points. This 
must entails a non-passive, affirmative aesthetic attitude over 
the landscape of the daily life. In this sense, psychogeography, 
can be seen as a strategy for reaching news ways of sensing and 
thinking in action over a city or, in generally, any place that 
can be altered by man, focusing on the relationship between body 
and space as a medium and or a form of art to escape the fatality 
of a standardize and stereotyped existence. 
More than to close itself as an "art" category, 
psychogeography aims to be a tool to open the spectrum of the 
artistic experience – both at the level of the possibilities, such 
as the level of the protagonists. These approaches seem to give 
new conceptual lens to ordinary people. 
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2.3 Pyschogeography in Literature 
Because of its “pleasing vagueness”, psychogeography appears 
in literature quite widely. Especially since 19th century, meeting 
the big changes in urbanism, authors explored the new realities 
via wandering in the cities. They walked aimlessly like Edgar 
Allan Poe’s The Man of the Crowd, behaved like Charles 
Baudelaire’s flâneur, “wants to know, understand and appreciate 
everything that happens on the surface of our globe.” In his essay, 
The Painter of Modern Life, Charles Baudelaire titled these pre-
phychogeographical practitioners “the man of the world, to the 
spiritual citizen of the universe.” Their will to see everything, 
to understand everything results of their helpless curiosity, 
which “has become a fatal, irresistible passion”, appears almost 
like a helpless illness, “that illness had left” their “spiritual 
capacities pure and unharmed” so that they would enjoy the world 
and life with the “childlike perceptiveness - that is to say, a 
perceptiveness acute and magical by reason of its innocence!”  
 
Figure 4 –  Le Flâneur by Paulo Gavarni, 1842 
 
Charles Baudelaire used the painter of his time, the Monsieur 
G. who is with great virtue of modesty as an example of flâneur in 
his point of view. The man who is with the capacity of seeing and 
moreover still possess the power of expression, which in the case 
of Monsieur G. was drawing. He described one day of the flâneur, 
“When Monsieur G. wakes up and opens hisses to see the boisterous 
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sun beating a tattoo upon his window-pane, he reproaches himself 
remorsefully and regretfully: ‘What a peremptory order! What a 
bugle blast of life! Already several hours of light - everyewhere 
- lost by my sleep! How many illuminated things might I have seen 
and have missed seeing!” For a flâneur, the world could be an 
endless kaleidoscopic show. He looks at it with passion and try to 
remember what he sees in his ways. In the case of this flâneur, 
Monsieur G., was drawing. But in other cases, the flâneurs try to 
capture their views in photographies, poems, proses, performances, 
installations, sculptures etc. In the end, when we see a work, it 
is no other than a perspective of the author on something. We 
don't see a reality there but their points of view, which could be 
an approach of a understanding of life or an unexpected 
inspiration. So when we like, or when we think we understand some 
works, probably we were at similar angle of seeing as the works 
presented. 
 
Figure 5 – Constantin Guy (Monsieur G) by Nadar 
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Charles Baudelaire constantly titled the flâneur “the man of 
the world”, also, pointed it directly that “The crowd is his 
element, as the air is that of birds and water of fishes. His 
passion and his profession are to become one flesh with the crowd.” 
We could easily reckon that it was because of the influence of 
another important work in flâneur culture, the forementioned The 
Man of the Crowd. Actually, Baudelaire mentioned it frankly in his 
The Painter of Modern Life. Although he didn't point out the name 
of the author directly (as like he thought it was too obvious to 
be a necessity), but just praised him, Edgar Allan Poe, as “the 
most powerful pen of our age”. He started with an interesting 
question, “Do you remember a picture (it really is a picture!”), 
painted — or rather written — by the most powerful pennon our age, 
and entitled The Man of the Crowd?” In the story, The Man of the 
Crowd, Allan Poe described a convalescent who was always following 
the crowd, from day to night. In my opinion he is the great 
example of “an ‘I’ with an insatiable appetite for the ‘non-I’”. 
 
 
Figure 6 – The Man of the Crowd by Harry Clarke 
2.4 Psychogeography in Art  
Although many artist used psychogeography as the methodology 
or inspiration of their works, Francis Alÿs is the main reference 
throughout my research. In this chapter, I will discuss Francis 
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Alÿs’ works and how he applied psychogeography as the methodology 
in his works. 
2.4.1 Process and Strategy  
Francis Alÿs was born in Antwerp, Belgium in 1959. He studied 
architectural history at Saint-Luc Institute of Architecture in 
Tournai (1978-83) and engineering at the Istituto di Architettura 
in Venice (1983-6) before he moved to Mexico City.  
It was in Mexico that he started to engage in the artistic 
projects. In one interview, he mentioned that, “But there’s no 
doubt that, should I not have come here (Mexico), I would not have 
become an artist.” One of his first artistic projects he built in 
Mexico City is so-called Placing Pillows, which is, exactly as its 
name tells, placing pillows in the frames of broken windows, as a 
way of repair them. The project was built in 1990, not long after 
the 1985 earthquake which killed thousands of people. The broken 
windows are one of the open wounds left by the earthquake. The 
gesture of repairing the broken windows with pillows from Francis 
Alÿs could be seen as a subtle gesture of healing the after-
earthquake situation of the city. Also, in this very early art 
project of Francis Alÿs, he already started to use psychogeography 
as the methodology.  
“The first works – I wouldn’t call them works – my first images or 
interventions were very much a reaction to Mexico City itself, a means to 
situate myself in this colossal urban entity.”  
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Figure 7 – Francis Alÿs, Placing Pillows, 1990 
 
Then Francis Alÿs continued to build more projects under the 
methodology of psychogeography. In 1990 to 1992, he built some 
sculptures made of magnet with rubber wheels, and drag these 
petlike sculptures with a string like how people walk with their 
dogs while walking in the city of Mexico. The magnet sculptures 
collected the iron residues on the way naturally. From this 
project, Francis Alÿs started to make projects out of this form, 
which is to document his performance-like action by video with 
collaboration of other people (in the case of The Collector is 
Filipe Sanabria). 
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Figure 8 – Francis Alÿs, The Collector, 1990 
 
Four years later, Francis Alÿs applied the similar modus 
operandis in his work, Magnetic Shoes. In this work, he simply 
walked with a pair of shoes with magnetic in them during the Fifth 
Havana Biennale. The magnetic shoes substituted the magnetic pet-
like sculptures as the collector. The collection could be seen as 
a way of recording of the roads Francis Alÿs passed.  
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Figure 9 – Francis Alÿs, Magnetic Shoes, 1994 
In the year of 1992, Francis Alÿs built his project Bridge 
(Snails) in Brussels, which is an installation consists of 1,300 
snails contained on the walls displayed the preliminary drawings 
of the project and ceilings of the gallery by a perimeter of green 
soap (8cm wide and 112m long) In Francis Alÿs’ words, “The 
mechanics of the piece can be summed up in two axioms: 
Soup stops snails 
Snails eat paper.” 
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Figure 10 – Francis Alÿs, Bridge (Snails), 1992 
 
             
We can see this project as the very direct reaction of the 
1,300 snails to the environment around them. When they met the 
soup, they stopped, they turned; when they met the paper, they ate, 
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they passed. All is very natural. The reaction of 1,300 snails to 
the soaps or papers is like the epitome of our reaction to 
different environments.  
“On 10 March 1994 I went to Zócalo and stood in a line of 
carpenters, plumbers and house painters, offering my services as a 
tourist.”1 Accroding to Francis Alÿs, Turista is a project made in 
1994 in Mexico City. This is a photographic documentation of an 
action, which is Francis Alÿs stood alongside a line of all kinds 
of workers who were offering different services as carpenters, 
plumbers, house painters, etc., offering his service as a turista.  
 
Figure 11 – Francis Alÿs, Turista, 1994 
 
In the photography, we can see the curiosity of the 
“colleagues” of the “turista”, Francis Alÿs is obvious - one of 
them was talking to him, some of them were seemingly looking at or 
overhearing these two. Probably, they have never seen a worker as 
a “turista” at this post before. What are the services of being a 
waiting-to-be-paid “turista”? Can “turista” even be a profession? 
                                                        
1 Read from A Story of Deception, P63 
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How curious I am on the conversation between the house painter and 
the “turista”! 
Different workers gathering around at the Zócola, offering 
different services, as if it was an informal employment agency, 
seemed a costume back then in Mexico City. The gesture of Francis 
Alÿs, offering the service as a “turista”, is his reaction to the 
phenomena at the Zócola. It is obviously humorous and ironic but 
more than that. As a foreigner in Mexico, Francis Alÿs must be 
treated as a tourist for a long time – his skin, accent, way of 
talking, thinking, behaving etc. revealed his background and 
difference. His choice of offering a service as a “turista” also 
implied his being an “observer” or so to say, a “professional 
observer”. The way of seeing and using a city of a “turista” is 
quite different from local. It seems one found more novelty 
everywhere when he/she is on the “tourist mode”. The local 
resident mode is more related to the routines, work and home, 
comfort zone(s). In this project, Francis Alÿs frankly showed his 
being a foreigner in Mexico City, an observer there.  
In the following year, Francis Alÿs wandered through the 
neighbourhood with a leaking can of paint after he left the 
gallery he had the exhibition back then in São Paulo. “The 
dripping action ends when, thanks to the paint marks, I find my 
way back to the gallery and hang the empty can on the wall of the 
exhibition space.” This project is The Leak. It is the first time 
that Francis Alÿs used a leaking can of paint in his project 
publicly. In the end, what appears at the exhibition space was 
just the empty can, however, what was more important was the 
leaking paint marks all the way. He presented a walk of his in São 
Paulo so smartly. If one audience was curious enough, could 
followed the leaking paint marks and checked the route of Francis 
Alÿs personally. The leaking paint marks were the clues he left 
for the audience deliberately. And the empty can be seen as an 
implicit invitation to the walk. It also reminds me of an accident 
in my childhood. I went back home with a bleeding hand as I 
slipped over on a pile of broken glass on a snowy day. And my 
grandfather followed the drops of the blood, reached the site 
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where the accident happened. Moreover it revealed the relation of 
outcomes and artists’ experiences in a way. In many cases, artists 
present an object, could be a painting, an installation, a 
documentary and so on, in their exhibitions. However, what shaped 
the outcome of their artistic practice is their experiences. In 
this work, I see Francis Alÿs was explaining this relation between 
a work and the experience behind a work. 
 
Figure 12 – Francis Alÿs, The Leak, 1995 
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Figure 13 – Francis Alÿs, Green Line, 2004 
 
 
Figure 14 – Francis Alÿs, Green Line, 2004 
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This is just a beginning of using leaking paint in his 
projects. In the year of 2004, Francis Alÿs walked with the 
leaking paint in Jerusalem. This geographical displacement added a 
political layer to the action. In Francis Alÿs’ words, “Sometimes 
doing something poetic can become political, and sometimes doing 
something political can become poetic.” 
In the summer of 1995 I performed a walk with a leaking can of blue paint 
in the city of São Paulo. The walk was then read as a poetic gesture of 
sorts. In June 2004, I re-enacted that same performance by tracing a line 
following the portion of the ‘Green Line’ that runs through the 
municipality of Jerusalem. 58 liters of green paint were used to trace 
24km. Shortly after, a filmed documentation of the walk was presented to a 
number of people whom I invited to react spontaneously to the action and 
the circumstances within which it was performed. 
The inspiration was presented in the beginning of the video 
documentation, The Green Line. 
During the months from December 1947 through June 1948, there was heavy 
fighting in Jerusalem and its immediate vicinity. The city was divided in 
two by the front lines, (…) The statutory basis on which the partition of 
Jerusalem rested was the cease-fire agreement signed on November 30, 1948 
between Moshe Dayan, ‘commander of all the isaraeli forces in the 
Jerusalem region’, and Abdullah Al-Tal, ‘representing the Arab Legion and 
all the other forces in the Jerusalem area’.(…)The lines were sketched on 
a Mandatory 1:20,000 scale map. Moshe Dayan drew the Isreali line with a 
green grease pencil, while Abdullah Al-Tal marked his front line with a 
red one. The grease pencils made lines 3 to 4 millimeters wide. Sketched 
on a map whose scale was 1:20,000, such lines in reality represented 
strips of land 60 to 80 meters width. Who owned the ‘width of line’?” 
(MERON BENVENISTI, City of Stone: The Hidden History of Jerusalem) 
Under these rolling words, it is a map of the area mentioned 
and a line on it. I reckon the line is the Israeli line agreed by 
Moshe Dayan and Abdullah Al-Tal. And Francis Alÿs covered this 
distance in reality by foot, always with a leaking green paint in 
hand and left a green line as the trail behind.  
Back to the year of 1996, Francis Alÿs created an environment 
at the exhibition for his audience to experience Déjà Vu with 
pairs of identical oil paintings - he painted an image first and 
an exact copy of this image, then displayed the pair of oil 
paintings in two separate rooms of exhibition so that the visitor 
would experience “a sensation of déjà vu along his journey through 
the exhibition spaces.” 
In the same year, Francis Alÿs made video titled, If You Are 
a Typical Spectator, What You Are Really Doing Is Waiting for the 
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Accident to Happen. In this video, Francis Alÿs followed a plastic 
bottle and filmed its drift. This is a typical psychogeographical 
way of stroll. Leave the self-conscience behind and follow one 
clue. Under the similar methodology, Francis Alÿs has another on-
going project, Doppelanger, which is “When arriving in Istanbul 
(new city), wander, looking for someone who could be you. If the 
meeting happens, walk behind your doppelanger until your pace 
ajusts to his/hers. If not, repeat the quest in London (next 
city).” Sophie Calle also followed strangers in several projects 
of hers, while Ricard Long followed either a harvest or a cow in 
his A Walk Across England. 
However, this action would affect the drift somehow sometimes. 
In the case of If You Are a Typical Spectator, What You Are Really 
Doing Is Waiting for the Accident to Happen, the passengers seemed 
provoked by Francis Alÿs’ action of following and filming a 
plastic bottle. Francis Alÿs talked about this project in the 
conversation with Russell Ferguson. 
The camera was following an empty plastic bottle being blown around by the 
wind. There was to be no interaction between the camera (that is, me) and 
the protagonist (the bottle). The camera would just follow the bottle, 
record its dérive and wait for an accident to happen to it. Ultimately 
what happened turned out to be quite different. First, passers-by felt 
provoked or stimulated by the camera, and they started interacting with my 
subject, kicking the bottle around and jumping over it and so forth, and 
later on, as I was filming with my eye glued to the viewfinder, the bottle 
left the main square and crossed a busy street. As I followed it hastily, 
I was hit by a car – nothing dramatic, but hard enough to send the camera 
flying into the air and crashing on to the ground. End of the take. I went 
back to that footage because I loved the fact that whereas one expects 
something to happen to the subject – the bottle – the accident actually 
happens to the observer of the bottle. The fact is that the act of 
observing had interfered with the course of things. My contemplative, non-
interference contract was coming to an end. 
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Figure 15 – Francis Alÿs, If You Are a Typical Spector, What You Are Really 
Doing Is Waiting for the Accident to Happen, 1996 
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Figure 16 – Sophie Calle, Suite Vénitienne, 1983 
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Figure 17 – Ricard Long, A Walk Across England, 1997 
 
Also, in the same year, after having been in Mexico for 
nearly ten year, Francis Alÿs was asked to do a work in an 
European city - Copenhagen. However, he confessed in the 
conversation with Russell Ferguson, “Copenhagen is for me a real 
archetype of the bourgeois European city. I realised I had no 
desire to be there, so my response was to be physically present 
but mentally absent” with the help of various drugs, spirits, 
hashish, speed, heroin, cocaine, valium, ecstasy – each day with a 
different one, as a means of “escaping the reality of a return I 
was not ready to face.” According to the documentation of the 7-
day drift, some drugs sharpened Francis Alÿs’ sensibility to the 
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environment, while some made him more indifferent to the context. 
Beyond doubt, the drugs influenced how Francis Alÿs experienced 
the surroundings he passed in the 7-day drift.  
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Figure 18 – Francis Alÿs, Narcoturismo, 1996 
 
In the next year, Francis Alÿs made Paradox of Praxis 1 
(Sometimes Doing Something Leads to Nothing). In this work, he 
pushed one big block of ice around the centre of Mexico City, 
until “he was left with nothing but a small puddle of water”. The 
duration was said to be more than 9 hours. Walking with a huge ice 
block until it totally melts down is another way of applying the 
methodology of psychogeography. It made the duration of the walk 
uncertain. The slight similarity appeared in his Fairy Tales. In 
this work, he unravelled the sweater he was wearing to leave a 
trail while walking. The act made the walking as an urban drawing 
more visible.  
 
Figure 19 – Francis Alÿs, Paradox of Praxis 1(Sometimes Doing Something 
Leads to Nothing), 1997 
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Figure 20 –  Francis Alÿs, Fairy Tales, 1996 
And this “urban drawing”, as the aforementioned work, If You 
Are a Typical Spectator, What You Are Really Doing Is Waiting for 
the Accident to Happen, also provoked reaction.  
“In Stockholm, once the walk was done and the sweater unravelled I 
retraced my steps to document the journey, following the long blue thread 
on the street and in the park. Midway back I ran into this old lady who 
was patiently rolling a ball of blue yarn under her arm, carefully 
gathering up the wool of my unravelled sweater – maybe to knit a similar 
one at home.”2 
 
In the year 1999, Francis Alÿs made work, Duett in Venice 
with the collaboration of a Belgian artist, Honoré d’O. They 
designed a game. The rule is simple, 
(moderato) 
                                                        
2  Read from Russell Ferguson in conversation with Francis 
Alÿs in the Francis Alÿs monograph first published in 2007. 
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A and B arrive at opposite ends of Venice. 
A is carrying the upper part of a tuba helicon. 
B is carrying the lower part of a tuba helicon. 
(andante) 
A and B wander through the city looking for each other. 
(crescendo) 
Upon meeting, A helps B re-assemble the tuba. 
(vibrato) 
With one breath B plays a note for as long as he can. 
A claps for as long as he can hold his breath.3 
 
In reality, A, which was Francis Alÿs, entered in Venice by 
train while B, which was Honoré d’O, landed at Marco Polo Airport. 
They started their wanders in Venice separately. 3 days later, 
they eventually met at Campo San Cassan played the duett together. 
In this work, the duality of the concept of duet is obvious. The 
duet Francis Alÿs and Honoré d’O played in the end is one duet. 
The other duet consists of the two walks Francis Alÿs and Honoré 
d’O had separately. In this duet, all the landscape they passed, 
the barks of the dogs, the overheard words from passers-by, the 
shops, the shadows of the trees, lanes, dogs, water, bridges, 
looking for each other among the labyrinth, all the fragments are 
parts of it. 
                                                        
3 The rule explanation in the beginning of the video, Duett 
(available on http://francisalys.com/duett/). 
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Figure 21 – Francis Alÿs, Duett, 1999  
 
In 2000, Francis Alÿs made project, Re-enactments. In this 
project, Francis Alÿs went to a gun shop in Mexico City and bought 
a 9mm Beretta there, then he loaded the gun and walked out of the 
gun shop and walked on the street with the loaded gun on his right 
hand, “waiting for something to happen”. In reality, at 11’45” 
police appeared and captured Francis Alÿs. This project reminds me 
of a picture took by a friend who has been to Francis Alÿs’ 
exhibition Le temps du sommeil at Secession in Vienna in early 
2017, which was written “I will wander in the streets of Tokyo 
until someone calls my name.” It seems that Francis Alÿs has a lot 
of this kind of ideas related to his walks – I will walk until I 
meet my friend who carries the upper part of the tuba helicon, I 
will walk with the loaded gun on my right hand until something 
happened, I will walk and push the huge ice block until it totally 
melt down… They all increased the uncertainty of the duration of 
the walks as much as the destination doesn’t matter at all. In 
these cases, walking is not a means to reach somewhere, but itself 
is an activity, an experience. 
35 
 
 
Figure 22 – Francis Alÿs, Re-enactment, 1999 
 
And the next year, in 2001, Francis Alÿs was invited to take 
part in the Venice Biennale. However, Francis Alÿs’ reaction to 
the invitation was quite ambivalent so to say. Instead of being 
present personally, Francis Alÿs sent his personal ambassador, a 
peacock, to wander about at Giardini. This is called The 
Ambassador. It is not the first time Francis Alÿs used animals in 
his project, neither the last time. In the same year, in the 
project The Mouse, he brought a mouse in his pocket to Jumex 
Collection, and freed the mouse in the museum. Then 3 years later, 
in the year of 2004, Francis Alÿs applied a similar project, but 
did it in a more proper way at National Portrait Gallery in London 
with a fox instead of a mouse.  
On the night of 7 April 2004, a fox was freed in the National Portrait 
Gallery. Its wanderings through the rooms were recorded by the 
institution’s CCTV system. 
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Figure 23 – Francis Alÿs, Nightwatch, 2004 
 
This project is called The Nightwatch. Letting one fox alone 
exploring the National Portrait Gallery in one night is like a 
singular version of the “tadpoles experiment” raised by “a certain 
Pierre Vendryes (in Médium, May 1954)”, which was mentioned by Guy 
Debord in Theory of the Dérive. 
An insufficient awareness of the limitations of chance, and of its 
inevitably reactionary effects, condemned to a dismal failure the famous 
aimless wandering attempted in 1923 by four surrealists, beginning from a 
town chosen by lot: Wandering in open country is naturally depressing, and 
the interventions of chance are poorer there than anywhere else. But this 
mindlessness is pushed much further by a certain Pierre Vendryes 
(in Médium, May 1954), who thinks he can relate this anecdote to various 
probability experiments, on the ground that they all supposedly involve 
the same sort of antideterminist liberation. He gives as an example the 
random distribution of tadpoles in a circular aquarium, adding, 
significantly, “It is necessary, of course, that such a population be 
subject to no external guiding influence.” From that perspective, the 
tadpoles could be considered more spontaneously liberated than the 
surrealists, since they have the advantage of being “as stripped as 
possible of intelligence, sociability and sexuality,” and are thus “truly 
independent from one another.”4 
                                                        
4 From Theory of the Dérive by Guy Debord. 
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In my opinions, to push the “mindlessness” must be one of the 
motives for Francis Alÿs to use animals in these projects. 
Back to the year of 2001, Francis Alÿs pushed the 
“mindlessness” in his project Pacing in Manhattan.  
Every day I would go out and walk 
pacing the grid of Manhanttan,  
there would be no destinations, 
just the walking and the counting,  
North to South and South to West, 
West to East and East to South,  
South to North and North to West, 
West to South and South to East, 
East to West and West to East.5 
 
He began the project after 11/9. For two months, Francis Alÿs 
have walked along the streets at downtown Manhattan, which 
appeared desolate in the special period – in the aftermath of 11/9. 
These destination-free walks are the best examples of 
psychogeographical walks. Getting rid of the orientation of some 
specific destinations is one important factor of applying 
psychogeographical walks. It liberates the walks from reaching 
somewhere. In this kind of walks, there doesn’t exist a question 
like, “Where are you going?”.  
 
2.4.2 Analysis 
Described as ‘a compulsive wanderer’, Alÿs states: 
                                                        
5 Read from A Story of Deception, P121.  
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(…)I spend a lot of time walking around the city… The initial concept for 
a project often emerges during a walk. As an artist, my position is akin 
to that of a passer-by constantly trying to situate myself in a moving 
environment. My work is a succession of notes and guides. The invention of 
a language goes together with the invention of a city. Each of my 
interventions is another fragment of the story that I am inventing, of the 
city that I am mapping. (Alÿs,1993, in Lingen, 2010) 
The artist frankly affirmed in an interview of The New Yorker 
that walking lets his mind simultaneously drift and focus. 
Daydreaming while remaining alert is a good way of testing his 
ideas. Alÿs said that he needs it “because an artist can live in 
complete fantasy. It’s important to keep one foot in 
reality.”(Alÿs in Belcove, 2013)  
Also, we can see easily tell the strong relation between the 
works of the artist and walking. The points below are the research 
intended to highlight here: 
a) The medias are various. Since the substantial part of the 
works is walking, which is an experience, the artist 
needed to document it for presenting. Francis Alÿs used 
video or photography or diary or animation etc. 
b) Walking, is obviously an important action in his works. We 
could see how Francis Alÿs applied this action differently 
in various works. When asked about the importance of 
walking in his works in the conversation with Russell 
Ferguson, Francis Alÿs replied, 
Walking, in particular drifting, or strolling, is already – within the 
speed culture of our time – a kind of resistance. (…) it also happens to 
be a very immediate method for unfolding stories. (…) And the city always 
offers the perfect setting for accidents to happen. 
There is no theory of walking, just a consciousness. But there can be a 
certain wisdom involved in the act of walking. It’s more an attitude, and 
it is one that fits me all right. It’s a state where you can be both alert 
to all that happens in your peripheral vision and hearing, and yet totally 
lost in your thought process. I see the slide carousels series as an 
attempt to reproduce those furtive meetings, those side glimpses I 
mentioned earlier6, when you look at someone or something for two seconds 
while walking on the street and yet it is enough time to fully capture the 
tragic dimension of the situation. 
                                                        
6 Referred to the “glimpses” appeared earlier in the same conversation with Russell 
Ferguson, “It’s like when you walk in the city. Walking from the Zócalo there have been 
fifty different situations happenings, with fifty incidental noises, smells and images. 
They’ve all just been furtive glimpses (…).” 
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c) A lot of the works are the outcomes of team work. Francis 
Alÿs was often in collaboration with other artists, like 
Honoré d’O, Rafael Ortega etc. In the example of The Green 
Line, what we saw in the almost 18’ video documentation 
was the artist walked and walked until he reached at Ramot 
check point at 8:00 pm, June 5th 2004. In reality, the 
artist covered 24km by foot and used up 58 liters of green 
paint to trace the green line. The way the video was 
presented made the it appeared simple and easy. Actually 
it was an outcome of the teamwork of Francis Alÿs and his 
friends - Bellaiche, Rachel Leah Jones, and Julien Devaux. 
In many video or photographic documentaions we can see 
this working dynamic between the artist and his artist 
friends. There was always someone who documented the 
action of Francis Alÿs.  
d) The works of Francis Alÿs appeared with the quality of 
lightness and simplicity, which doesn’t mean they were 
shallow, contrarily, they were thought in depth. As above 
mentioned, the way how Francis Alÿs presented his works 
was actually more elaborated than it appeared and pin 
pointed things in relation to larger context through 
seemingly simple moves. He emphasised on the simplicity 
and the essence the idea very well, and narrated how he 
realised one simple idea with few words. In the example of 
Duett, in the 10’54” video documentation, only first 51’ 
and last 54’ are with words – explained the rules of the 
“game” in the first 51’ and the final results in the last 
54’. The rest of the documentation was only the walks of A 
and B, a collection of clips of the two walks and their 
final reunion.  
e) Francis Alÿs gained inspiration from reading. One evidence 
could be the work The Green Line, he quoted part of the 
book on the hidden history of Jerusalem by Israeli 
political scientist Meron Benvenisti, City of Stone in the 
beginning of the video documentation. Also, Francis Alÿs 
published a book titled In a given situation in 2010. Most 
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of the text part is quotes from different books of 
different authors – from Walter Benjamin to Samuel Beckett, 
from Turner’s story (Kenneth Clark, Looking at Pictures, 
1960) to Brasilian literature (João Guimarães Rosa, Grande 
Sertão: Veredas, 1956).  
f) The strong relationship between Francis Alÿs and fable. 
Many critics commented Francis Alÿs as a modern fable 
maker. He himself also talked about his interest in 
making fables. Some of his works also made me thought of 
some fables I read, especially his. It made me thought of 
one Chinese fable immediately - The Foolish Old Man 
Removes the Mountains(愚公移山). It is a story of a man at 
his age of 90 years old was so annoyed by a pair of 
mountains near where he lived that he decided to dig 
through them. People saw so and told him that this was 
obviously a mission impossible but he replied back as 
although the task might not be finished in his lifespan, 
but with the effort of his children, the children of his 
children, the grandchildren of his children, and so on 
through the more and more generations, the task will be 
realised in one day eventually. When I read the story as 
a child, I would never expect one person on the earth 
would gather people and try it for real. However, Francis 
Alÿs did it and put it in the political context in Peru 
which made the similar behaviours so different. The 
solidary of 500 volunteers even added a little irony to 
the work.  
The action itself, as documented in photographs and video, is 
extraordinarily impressive, but in the end the “social allegory” takes 
over from the work’s undeniable formal presence. The action was completely 
transitory. The next day, no one could recognize that the huge sand dune 
had been moved. The true aftermath of the work lies in the ripples of 
anecdote and image that radiate out from it.7 
                                                        
7  Read from the site, http://francisalys.com/when-faith-moves-
mountains/. 
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Figure 24 – Francis Alÿs, When Faith Moves Mountains, 2002 
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Figure 25 – Beihong Xu, The Foolish Old Man Removes the Mountains(愚公
移山), 1940s  
2.5 Synthesis of the Chapter  
In this chapter, I discussed psychogeography from the 
theoretical point of view, from Situationist International to 
Flâneur and other related sources in literature. As for the 
psychogeography in art, I mainly discussed various works of 
Francis Alÿs, also mentioned a few of works of Sophie Calle and 
Ricard Long. All above is the theoretical base of my research and 
projects. 
In my case, I also applied psychogeographical methods to 
build my projects as the methodology like the artists I mentioned 
above. In my projects, I designed some non-destination-oriented 
trips hopefully helpful for me and other participants to pay more 
attention to the world around us, and realised how limited our 
lives actually are as individuals, instead of circulating in the 
ease facilitated our own routines, producing an endless repeating 
activities. Our non-destination-oriented trips stimulated new 
experiences that otherwise would not be achieved. 
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3 Project 
3.1 Wrong Map Project 
The idea to use a wrong map in the project is from curiosity. 
I read “A friend recently told me that he had just wandered 
through the Harz region of Germany while blindly following the 
directions of a map of London.” in Guy Debord’s article, 
Introduction to a Critique of Urban Geography. I had never thought 
of this and was wondering how does it work. So I decided to try it 
by myself. Once a friend told me that the streets of Espinho are 
named after numbers, just like Manhattan. This coincidence 
enlightened me. I could apply the idea of using a wrong map from 
here. 
 
3.1.1 “5th Avenue NYC” & “Rua 19 Espinho” 
The first thing was to find a map of Manhattan. I searched 
“map of Manhattan” on the internet and decided to use this one 
made by Katherin Baxter (http://www.katherinebaxter.com) as it has 
some main streets and also some figures of buildings. So I printed 
it and brought it with me to Espinho.  
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Figure 26 – Katherine Baxter, New York Map, 2006      
 
The first time I arrived in Espinho with the map by train was 
16 November 2015. I arrived around noon. The train station of 
Espinho locates at the Avenue of 8. I started to go around, and as 
it was a lunchtime I decided to have a lunch at a random 
restaurant first. It was a restaurant at Road of 7 (Rua de 7), 
according to the map, I was near the Chelsea Hotel. Exploring a 
small Portuguese city with the mood of exploring Manhattan excited 
me indeed. But the reality is although the map made by the 
mapmaker Katherine Baxter is sexy enough, it doesn’t really help 
to either orient or disorient much as it is too general. Obviously, 
it only contains very main avenues on it. So I didn’t know my next 
turn to the left leads me to where in Manhattan. As a result, I 
almost gave up using the map as a tool basically and just 
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wandering around the city and took photos of anything, which 
attracted my attention until my mobile totally run out of battery. 
Then when I was back from the half-day “trip to Manhattan”, I 
didn’t know what to do with such a huge amount of the photos. Also, 
I didn’t really know which roads exactly I passed. So I left the 
photos behind.  
After the experience, I have been confused for a while. It 
seemed I didn’t know how to let a “wrong map” disorient me 
properly. In the spring of 2016, I talked about this project with 
a French friend, who used to work at Museum of Contemporary Art of 
Bordeaux (CAPC Musée d'art Contemporain de Bordeaux) as curator, 
Bastien Rousseau. He suggested me to do the experience again. I 
was somehow hesitating as the first trial was kind of a failure in 
my opinion because of the fact which I basically abandoned the map 
during the half day trip. I still didn’t figure it out how to use 
the (dis-)orient of a wrong map and what is the point. But Bastien 
said, “why don’t you just present one street?” And he added, 
“Leave behind the whole ‘what is the point’ thinking, just to 
experience it, think it as a joke.” The “think it as a joke” 
thinking, indeed brought me a relief. So I decided to do it again. 
Same, I arrived Espinho by train and decided to choose “The 5th 
Avenue” to present. I walked from the Avenue of 8 (Avenida de 8) 
where the train station of Espinho locates to the 5th Avenue which 
is a small road (Rua de 5) in Espinho.  
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Figure 27 – The sreenshot of the google map which directed my way that day 
 
I followed the instruction of google map and arrived the “5th 
Avenue”, walked and took photographs from one end to another. It 
is really small and short, full of residencies but no many people 
appear there in this afternoon, but many cats at some seemingly 
abandoned houses. I only hear some sound of a vacuum when I passed 
No.533. 
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I documented the “5th Avenue” with photos then went back to 
Porto where I lived back then and met Bastien. He was very 
satisfied with the photos.  
Around the same time, I was invited to participate an 
artistic assembly in Berlin. And I’d present this project there as 
a workshop. For presenting the project, Bastien asked me if I’d 
present it as a book. He’d be the editor of the book with my 
photos. I decided to do it with him. First, I chose the photos I 
took at “5th Avenue” (yes, I not only took photos of “5th Avenue” 
but other parts of the city as well). Then we edited them from one 
end to another. I had the recording on the phone as I took all the 
photos with my mobile phone and the place I took every photo was 
recorded on the map automatically. We made two versions of the 
road, one version is more realistic in my opinion, more in the 
style of documentary; the other is just my practice of composition, 
these compositions erased the identification of a place mostly, 
which in my opinion, it can be anywhere. I took them just I 
couldn’t resist it to take a photo when I see the composition of 
reality in my eyes, and I didn’t intend to use them in this 
project, as they are not site-identified enough for me.  But my 
editor, Bastien, loved them. So, in the end, we decided to put 
them as the second version of the road.  
I remember I was in a rush for catching my flight to Berlin 
for this assembly and we had only half an hour to edit the book on 
InDesign. I gave him my credit number and he uploaded the pdf to 
the https://www.pixartprinting.com.pt with the receiving address 
of the studio in Berlin where we would have the assembly. Then 
right the day before the set up, I received the books in Berlin. 
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Figure 28 – The front cover of 5th Avenue NYC  
 
Figure 29 –  One page of 5th Avenue NYC  
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Figure 30 – The other side of the back cover of 5th Avenue NYC 
 
Figure 31 – The back cover of 5th Avenue NYC  
 
Later, I presented this book at the artistic assembly in 
Berlin, then in Viana do Castelo, then at Museum of Aveiro (Museu 
de Aveiro) together with the map I used and the screenshot of the 
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google map instruction with some invitation I designed for the 
audience for them to explore the city by themselves.  
 
Figure 32 – The set at exposition at Museum of Aveiro, 2016  
 
  
Figure 33 – One photo from the exposition at Museum of Aveiro, 2016  
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Figure 34 – Another photo from the exposition at Museum of Aveiro, 2016  
 
Invitation Sample 1, 
 
_Leva um mapa de Veneza 
 
_Começa o passeio da Praça de Peixe como a Praça de São 
Marcos da Veneza  
 
_Visitar “Os pontos turísticos” do mapa da Veneza em Aveiro 
 
 
Invitation Sample 2, 
 
_Visitar a cidade de Aveiro com o mapa do ano 1974.  
 
Invitation Sample 3, 
 
_Apanha o próximo comboio na estação 
 
_Dá atenção na paisagem passar na viagem de comboio 
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3.1.2 “Berlin(schöneweide) Experiment” & “Lost & Found in Kaunas” 
 
The 5th Avenue NYC was shown at an artistic assembly in 
Berlin. I presented the whole project in the form of workshop. 
After introduced the project and the book we freshly produced back 
then, I invited the artists at present to experience exploring 
urban space with the disorientation of a wrong map. As we 
organised the artistic set up at a studio of a Berlin-based artist. 
She happened to have a collection of the maps of the cities she 
has been. So each artist or a couple of artists chose a map of one 
city from this collection. We all went out at the same time, and 
the duration was 20’. I asked each of them to document the places 
they’ve been by photos. Some of us run to somewhere, some of us 
asked the security for direction, some of us just wandered. After 
20’, we came back from our trips one after another. And we 
presented the photos we had from the trips. One girl even brought 
some souvenirs she picked on the way! The artists ignored the 
scales of the maps and just locate themselves somewhere on the 
maps they chose by their imagination or judgement. So the contrast 
of the expectation and what reality presented was common. The 
photos companied the storytelling the experiences was actually, 
more interesting than photos themselves. The storytelling of each 
participant enriched their photographic outcomes. But sadly, I 
didn’t record the storytelling part. And one participant who used 
map of Lisbon in this workshop told me about the idea of posting 
the photo he took there as the destination he chose on the map of 
Lisbon which is Castle of Jorge (Castelo de Jorge).  
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Figure 35 – One photo of the workshop in Berlin, 2016 
 
Figure 36 – The photo of one participant, which chose the map of Lisboa at 
the workshop in Berlin, 2016  
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Figure 37 – The screenshot of the participant actually posted the photo on 
google map after the workshop in Berlin, 2016  
This is my first trial to invite people to partake “Wrong Map 
Project” officially. I collected the photos and exhibited them 
with the book The 5th Avenue together at an invited exhibition in 
Viana do Castelo organized by Fórum Internacional de Gestão 
Artística e Cultural (Figac).  
 
Figure 38 – One photo of the exhibition in Viana do Castelo, 2016  
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Figure 39 – Another photo of the exhibition in Viana do Castelo, 2016  
 
Then from the beginning of September 2016, I was invited to 
participate an artistic residency in Kaunas, Lithuania which is 
part of the CreArt. During the two-month stay at this artistic 
residency, I intended to invite the people I met in Kaunas to 
partake in the “Wrong Map Project”. Each of them chose any map but 
not the map of Kaunas of 2016. It could be a map of a dream 
destination in someone’s mind, or a map of the most impressive 
city in someone’s memory, or a map of someone’s distant lover’s 
city, a map of someone’s hometown, or an antique map from 
someone’s collection, etc. The title of the project is “Lost & 
Found in Kaunas”. 
So, during my stay, I gave a lecture at Vytautas Magnus 
University and invited the students from the university to 
participate at “Lost & Found in Kaunas”. Also, I always mentioned 
this project in the conversation with the people I had chance to 
talk to in the city. In the end, I managed to invite 16 
participants. Some of them are from university, some of them are 
the people I met or was introduced to at this or that opening, 
some of them worked at a milkshake shop I visited, some of them 
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are the people came to talk to me and cafés or clubs, and of course, 
the other three selected artists at the artistic residency and myself. 
I had a small presentation at a live house called Largo in the city 
and promoted this project there. Some more people got to know about 
this and some of them became participants.  
In reality, what I did with these participants was to arrange 
a time and place to meet each participant. Normally, one time only 
one person, but there was some exception, which I did with two 
people (they are friends and came together) at the same time. This 
participant chose a destination from a chose map – most of the 
people chose a place they would like to be/visit, in the future or 
in the memory. We relocate ourselves according to some links 
between where we were to a place in the map. For example, if we 
were in the main avenue in Kaunas, we would relocate ourselves in 
the main avenue in the map. And then, we would type the chose 
destination on the google map, and google map would show a route 
to be there. We simply followed the route, like, the turn left at 
the second turning. Sometimes, the reality is too distinct from 
the chose place, in my case, I chose the map of Amsterdam as it 
was 22 September which is the birthday of a good friend of mine 
who lived in Amsterdam back then. I had to ignore all the canals 
on the map, just think them as one and another normal turn/cross. 
In these experiences, the participants ignored many elements, like 
the scale difference and topography etc. Also, the other 15 
participants never walked alone, they walked with me, which I 
think could be a distraction at some point. However, it was the 
best I figured out to realise the project there, as people usually 
didn’t know what to do, how to use a wrong map to disorient their 
route, so my function was to assist them to reach their chosen 
destinations on they chose maps. I believe my presence surely 
distracted the participants to pay fully attention on the urban 
landscapes we passed, even though I asked each participant to take 
photos on anything, which supposedly helped the participants to 
pay attention to the urban landscapes we passed. But walking with 
another person is simply different from walking alone as a fact, 
you naturally talk to each other out of courtesy at least.  But 
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still, as a result, the walk itself was an invite to the 
participant to be away from their routines. One participant said 
it in words as “This is the most interesting thing I have done for 
a while.” During the walk, most of participants mentioned we have 
been to the places they had never been to.  And for me, walking 
with 15 participants were totally different experiences. I was 
like a test strip, to experience different personalities with the 
same activity. 
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 Figure 40 – One screenshot of the route in the case of Sydney, 2016  
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Figure 41 – One screenshot of the route in the case of Tokyo, 2016 
 
When we reached the destinations, I asked each participant to 
take a photo of the destination with an Instant Lomography, and 
write the answers down to 3 questions, which are, 1. Which map you 
were using? 2. Why did you choose this map? 3.How did the map 
“mislead” you today? 
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Figure 42 – The Q&A of the participant which chose the map of Amsterdam, 
2016 
 
 
Figure 43 – The Q&A of the participant which chose the map of Melbourne, 
2016 
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Figure 44 – The Q&A of the participant which chose the map of Tokyo, 2016 
 
 
 
 
Figure 45 – The Q&A of the participant which chose the map of Sydney, 2016 
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Figure 46 – The Q&A of the participant which chose the map of London, 2016 
 
 
Figure 47 – The Q&A of the participant which chose the map of Munich, 2016 
 
63 
 
 
Figure 48 – The Q&A of the participant which chose the map of Arctic Circle, 
2016 
 
Figure 49 – The Q&A of the participant which chose the map of Innsbruck, 
2016 
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Figure 50 – The Q&A of the participant which chose the map of Nanchang, 
2016 
 
 
Figure 51 – The Q&A of the participant which chose the map of Paris, 2016 
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Figure 52 – The Q&A of the participant which chose the map of Kedainiai, 
2016 
 
In the exhibition, I exhibited the Instant Lomography photos 
along with a small written explanation beside. Also, I printed the 
photos and their Q&As as 16 postcards. 
 
Figure 53 – One sample from the postcard series of Lost & Found in Kaunas, 
2016 
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Figure 54 – One sample from the postcard series of Lost & Found in Kaunas, 
2016 
 
Figure 55 – One photo of Lost & Found in Kaunas at exhibition in Kaunas, 
2016 
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3.2 Random Bus Project 
In this project, I decided to use public vehicle, bus, to 
lead my way. I had the city transport card of Porto back then, so 
I was accessible to almost any bus in Porto. What I did was to go 
to the next bus station, and hopped on the next bus which passed 
the station. The first time was 202. I took photos on the way. And 
the second time was 702. I also took photos on the way. It was 
funny to know that my transport card could bring me so many 
various possibilities. And I just used it for mainly from city 
centre to Serralves or the train station of General Torres. This 
is a great example how narrow our lives are compared to the 
infinite possibilities of life.  
 
 
Figure 56 – 202 in Oporto 
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 Figure 57 – 702 in Oporto 
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Figure 58 – bus lines 202 (yellow), 702 (orange) and my main interaction with 
public transport (blue) in one map 
3.3 Discussion, Analysis 
In the project I, I started with using a map of Manhattan in 
the Portuguese city, Espinho. In the second experience, I chose to 
present “The 5th Avenue”. The 5th Avenue in Manhattan locates at 
centre, almost divided the Manhattan into half. Also, in Manhattan, 
all the avenues are vertical and all the streets are horizontal. 
This is very different in Espinho. In Espinho, mostly, the streets 
of odd number are horizontal and the streets of even number are 
vertical. Only two avenues are Av.8 and Av.32. So the logic of the 
toponomy is distinct. According to the location of the 5th Avenue 
in Manhattan, the street should be R. 20 which is also a street 
divides the city into half vertically. 
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Figure 59 – One screenshot of google map of Espinho 
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Figure 60 – One screenshot of google map of Manhattan  
 
I hadn’t had compare these two maps before I did the project, 
but only thought of the number 5, which turned out to be a big 
contrast – the 5th Avenue is the most famous Avenue in Manhattan, 
very central; however, the Road of 5 (Rua de 5) is kind of a 
“nowhere” from the “middle of nowhere” – Espinho. This is almost a 
fable, which was to use a wrong map to orient your way, you may 
reach somewhere totally unexpected. Imagine, in a life journey, 
one person tried to orient his way with a “map” of a successful 
person. But the situations of his and the successful person may be 
very distinct. So the possibility of the result of the orientation 
is quite unpredictable.  
And from beginning, I intended to realise participatory 
artistic project in the project, as I thought experiencing arts by 
themselves shall be a way to against the prejudice of the people 
who think contemporary art is beyond comprehension. The workshop 
realised in Berlin was a trial. Almost every participant is from 
the area of arts. In Kaunas, I realised it was not very easy for 
me to promote people to partake in my project. I felt embarrassed 
to ask (a problem of personality and stupidity). People do think 
it is ridiculous. Their confusion made me nervous. I felt I was 
using volunteers’ time. In the project I realised in Kaunas, 
sometimes, I focused on checking the way so much that almost 
forgot, “letting go” is the essence. Sometimes, I felt that people 
accepted the invitation just to be a nice person. And I am not 
sure what did the participants get from the walk. I guess they 
accepted the invitation mostly out of being a nice person. And I 
doubt if I changed anything in their habit or life or thinking. 
Actually, even myself, still asked a lot “what shall we go?” 
“where to?” instead of just being a “flaneuse”.  
As for the Project II, I tried to use public transportation 
not to get to a destination, but to go somewhere – letting a 
random bus led the way. Also through this project, I exposed 
myself to choices on which I have minimum control, contributing to 
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add to my daily routines new opportunities for unexpected 
encounters. 
Project I and Project II appears like two separate projects. 
However, they are using different methods to put me and my 
participants in a certain situation that we can’t choose at will 
our ways. Also, we can see in these trips, the destinations are 
very uncertain and even insignificant. These non-destination-
oriented trips supposedly made people more sensitive to 
indeterminism and paid more attention to what is around them.  
Also, the practice of applying psychogeography as the 
methodology led to a contradiction in my case, which is the effort 
to record the experiences and to follow the psychogeographic 
method of exploring is a distraction of the practitioner from 
fully immersing in the ambience surrounds him. This made the whole 
experiences somehow artificial and far from the original practices 
of situationists. And then I realised, in the most cases of the 
practices of situationists, the psychogeographical practices were 
just inputs. They explored the world in this way, and then created 
something afterwards.  
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4 Conclusion and Future works 
The interest in being lost, the lust of wandering in the 
labyrinth of urbanism, the appreciation on the beauty of “ordinary” 
things and everyday life and the will to break the boredom made me 
chose to use psychogeography as my methodology of the artistic 
practices of the dissertation. 
In this dissertation, I stated with the motivation of 
choosing psychogeography as the methodologies of my artistic 
practices then justify my study on psychogeography, and discussed 
my objective on the study. 
In the following chapter, I tried to build the theoretical 
framework of this dissertation. From the definition of 
psychogeography to the background of the birth of the concept, in 
linkage with the resources found in earlier literature. Then I 
analysed various works of my main reference – Francis Alÿs, who 
also applied psychogeography as methodology in many of his 
projects. While discussing his works, I also mentioned a couple of 
works made by other artists like Sophie Calle and Ricard Long, and 
found relevant issues concerning psychogeography as methodology as 
follows: 
 
-unprecise method that doesn’t give rise to quantifiable 
results 
-lack of self-fulfilment with the end-results 
-hard to describe experiences and corresponding results 
 
These issues became important for my projects 
 
Then we entered the chapter on my own projects. I first 
presented the process, the expansion of Project I and the outcomes 
of the project, then the process of Project II and its state of 
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incompletion in terms of presenting outcomes. After these 
presentations, I discussed and analysed Project I and Project II 
and the relation between Project I and Project II. 
 
After this study and practical practises on the subject – 
psychogeography. I have got the following conclusions: 
- Psychogeography is multi-relational 
- Psychogeography is a strategy for artistic production  
- The everyday life is the raw material 
- The importance of a path resides in completely external factors 
only the related to the walking reasoning 
- Different people report differently for the same path 
-Psychogeography underlines the importance of a process above the 
results 
      The work led the participants and the audience to see and 
explore the reality in an alternative way.  
      As for the limitation of the work, I would say, in my 
projects, psychogeography does not reveal to be a good method to 
produce valuable results to the outsider viewer, due to 
difficulties in meaningfully express or document a geographical 
journey.  
       For readers of this dissertation I suggest keep trying 
these psychogeographical games into other contexts by themselves 
and enjoy. 
      There are many possibilities for future works using 
psychogeographical practices. One idea is to explore a city in 
China called Tianducheng that replicated Paris with a map of Paris. 
Another idea would be to invite two tourists to visit one same 
city; one with map offered by the tourist information office, the 
other without the offered map and compare the different results. 
Another idea would be to explore one same place with a friend. In 
the morning, leave the accommodation together and walk to 
different directions. We will see if we would meet at some same 
place accidentally before getting back to their accommodation. 
Another idea is to explore the internet environment in 
psychogeographical wandering.  
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      The possibilities of using psychogeography are infinite in 
my opinion. The importance is how to expose / communicate well the 
outcome, at which extent is creating a new way of seeing for the 
audience.  
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Anexos 
Anexo I – The email between one participant in Lost & Found in 
Berlin who used the Map of Lisbon during the workshop and later 
posted his photo of “Castelo de S.Jorge” on google map and me 
 
 
 
Xumorrow Xu <xlightravelx@gmail.com>
Fwd: Thanks for adding photos to Google Maps!
2 ੗蟈կ
Nick <nicolas.hodler@melikki.com> 2016ଙ5์6෭ ӥ܌12:34
硩կᘏ: Xumorrow Xu <xlightravelx@gmail.com>
Thanks for the link Xu, very beautiful street views, I love it!
-------- Forwarded Message --------
Subject:Thanks for adding photos to Google Maps!
Date:Tue, 03 May 2016 03:11:19 +0000
From:Google Maps <google-maps-noreply@google.com>
Reply-To:Google Maps <google-maps-noreply@google.com>
To:
Thanks for sharing!
Your new photo is a great addition to Google Maps
SEE YOUR PHOTOS ON MAPS
Millions of people rely on photos like yours when they search for places. Thanks for sharing your photos
with the world.
You're invited to join Local Guides!
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Anexo II – The relevant pages of the booklet of exposition of 
artistic residency in Kaunas, Lithuania  
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